The aim of this research was to investigate the value and purpose of Masterclasses, from the perspective of Conservatoire students. 37 UK Conservatoire responded to a questionnaire, providing information about their prior experiences of Masterclasses, the factors that they considered to be important in a successful Masterclass and any possible barriers to learning in Masterclasses. The students considered Masterclasses to offer valuable performance opportunities, fresh ideas for approaching musical interpretation and technique and access to a professional community of practice.
audience members may 'learn vicariously, internalising suggestions for future personal application ' (ibid, p. 329) .
Wider benefits of learning in Masterclasses were reported by Taylor (2009) . Outside of a Conservatoire context, Taylor explored the meaning of learning the piano in a Masterclass context for mature amateur musicians. All eight of her participants found the Masterclass to be a positive experience, reporting enhanced confidence and motivation. Furthermore, it was reported that the participants' identity as 'pianists' had been verified by the opportunity to take part in Masterclasses with a professional whom they held in high esteem.
However, public Masterclasses have also been described as having the potential to be harmful for participants, providing the context where a student performer may be cast in the role of 'sacrificial offering who can come away wounded or destroyed' (Lalli, 2004, p. 24) . To protect against a negative outcome, Lalli advises students to go into Masterclass performances with an open mind and yet with clear goals in relation to whether the purpose of participating in the class is to, for example, gain performance experience, catch the public attention or receive help for specific or general musical development.
The potential for performance anxiety to diminish the potential benefits of Masterclasses have been noted. In this vein, Wagner (2005) stresses the need for Masterclass participants to be prepared with strategies to counteract performance anxiety. The possibility for student performers to feel intimidated or overwhelmed by very high-profile 'Masters' is noted by Berg (2008, p. 121) 'This stick was at hand all the time … a symbol of authority over his students … With it he struck the desk in front of him whenever something was going on that displeased him or if he needed attention. Sometimes he resembled a schoolmaster as he banged on the desk' (Agus, 2001, p. 29) .
While many reports and reminiscences of Masterclasses thus raise salient issues and propose some plausible responses to the question of where the Masterclass 'sits' in terms of its relevance to a Conservatoire curriculum, there is little empirical evidence to support or challenge these views. In this spirit, the present research was devised, with the aim of gathering empirical evidence relating to the value and purpose of Masterclasses, from the perspective of Conservatoire students. The rationale for focusing on the 'student voice' was that student 'insights warrant not only the attention but also the responses of adults; ... they should be afforded opportunities to actively shape their education' (Cook-Sather, 2009, p. 233) . Accordingly, the specific research questions were: 1) what do Conservatoire students deem to be the purpose of open questions where students were asked to generate answers and suggest reasons relating to some of the issues raised above. The questionnaire also included 20 statements relating to these issues that students responded to on a five-point Likert scale ranging from strongly disagree (point 1), disagree (point 2), neutral (point 3), to agree (point 4) and strongly agree (point 5). Thus, the quantitative findings could be used to triangulate the qualitative responses, offering opportunities to examine where 'the different data intersect' (Silverman, 2000, p. 98) . In particular, the process of triangulation served to a) enhance the reliability of the coding of qualitative data and b) create deeper understanding of student interpretations of the quantitative scale items.
Questionnaires were handed out to vocal students at a number of Masterclasses at the Conservatoire, given by visiting performers of international standing. The students were asked to fill in the questionnaire after the Masterclass and to return it to one of the researchers. Wind, brass and percussion students were asked to fill in the questionnaire during a regular performance class attended by one of the researchers in September 2008. They were asked to reflect on a Masterclass or Masterclasses of their choice which they had attended recently in the Conservatoire and they completed the questionnaire during the last section of the performance class. Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson
The sample
Twenty males and 17 females completed the questionnaire; the majority (N = 31) were undergraduate students and six were postgraduate students. The age range of the students was 18 -27, with 51% of the sample aged 18-20 and the other 49% aged 21-27. Fifteen were vocal students, ten played wind instruments, nine were brass players and there was one each representing strings, percussion and piano (Table 1) .
TABLE 1 HERE
The students had a range of prior experience of Masterclasses (Table 2) . Twenty-one students had attended a public Masterclass in the past at least once as a member of the audience, while others reported having been a member of the audience at instrumentspecific Masterclasses, stylistic-specialist Masterclasses and performance classes for Conservatoire students. Twelve students had performed in public Masterclasses, 13 had performed in performance classes given by their teachers, 18 had performed in instrument-specific Masterclasses and four students had performed in stylisticspecialist Masterclasses.
TABLE 2 HERE
Generally, the students reported that these prior experiences had been beneficial, particularly when they were participating as performers (Table 3 ). The great majority of prior experiences of Masterclasses were described as somewhat beneficial or very beneficial.
TABLE 3 HERE

Analysis
The survey included qualitative open questions as well as some closed Likert-scale questions. The qualitative text was subjected to a thematic analysis whereby themes relating to the research questions were identified. These themes were grounded in the Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson text and translated into coding categories drawn directly from the text itself (Cooper and McIntyre, 1993) . The coding scheme was tested and revised until all text had been examined. The principal researcher repeated the coding process on two separate occasions, thus establishing a degree of intra-rater reliability (Silverman, 2000) . The final version was agreed after four researchers monitored the coding scheme, comparing the codes to examples of text in each category. In accordance with the guidelines stipulated by Cooper and MacIntyre (1993) and other qualitative researchers whose aim is to 'retain some sort of direct access to raw data' (Silverman, 2000, p. 186 ) the words of the participants themselves were recontextualized as codes (Table 4 ). These coded themes were translated into variables that were then entered into SPSS (Statistical package for the Social Sciences), making it possible to present the results both qualitatively and numerically. The quantitative Likert-scale responses were entered directly into SPSS and descriptive statistics were analysed.
TABLE 4 HERE
Findings
Benefits of Masterclasses
The students were asked to suggest reasons that they thought contributed to the success of Masterclasses, in terms of the Masterclass being a beneficial experience for the student. A wide range of reasons was given, with the most frequently cited being 'expert on own instrument provides relevant advice' ( 
Why Masterclasses may not be beneficial
The students were asked to identify reasons that would potentially render a
Masterclass not beneficial. The most frequently cited reason was, again, related to the relevance of the expert advice (Table 7) . Unless what the 'Master' had to offer was considered relevant, the Masterclass was deemed to be potentially non-beneficial to students.
'(A reason the Masterclass was not beneficial) the
Masterclass was given by someone with an extensive knowledge of the composer but little knowledge of the voice'
(Undergraduate singer)
TABLE 7 HERE
Furthermore, if the 'Master' largely reiterated advice that the participants had heard from their teachers, the value of the Masterclass was deemed to be diminished. Students found Masterclasses to be beneficial when there was evidence that these classes had been planned and were well-organised.
'(A barrier to learning in Masterclasses
'The Masterclass was beneficial because it was well organised -we had to time work with a highly qualified
Master' (Undergraduate pianist)
'We each had an allocated time slot -it was well organised and there was a relaxed and informal atmosphere'
(Postgraduate wind player) Four singers (but no instrumentalists) identified lack of interaction between the audience and the 'Master' as being detrimental to the success of Masterclasses.
'A 'Master' who is unenthusiastic and who doesn't involve the audience' and 'an uninvolved audience' were cited as reasons for Masterclasses not being beneficial.
Potential barriers to learning in Masterclasses
A number of potential barriers to learning in Masterclasses were identified by the respondents. The most frequently cited theme related to performance anxiety (Table   8 ). 
Disincentives to observing Masterclasses, for students
Anecdotally, there is evidence within Conservatoire communities that many students want to perform in Masterclasses, but do not turn up to observe if they are not selected to perform. Students were asked to comment on why they considered this to be so. Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson Seventeen students respondents speculated that students who were not interested in participating as audience members did not understand that they could learn from other's performances ( 
General attitudes to Masterclasses
The students responded to a series of statements reflecting attitudes towards
Masterclasses, indicating their agreement with each statement on a five-point Likert scale ranging form 1 (strongly disagree) to 5 (strongly agree). The mean responses and standard deviations (representing the variability in responses) to these statements are set out in Table 10 . In accordance with the guidelines provided by Howell (1997) standard deviations were inspected and deemed to indicate acceptable variation when the values were equal or less than approximately one fifth of the range. In all but three instances (discussed below) the standard deviations met this criteria.
TABLE 10 HERE
The The potential value to be gained from reflection on Masterclass experiences was acknowledged in the responses. Despite the relatively low agreement that
Masterclasses were more beneficial when the one-to-one teacher was also present (M = 2.89, SD = .994) there was reasonably strong agreement amongst the students that it would be useful to discuss and reflect on Masterclasses during individual lessons (M = 3.97, SD = .763). In this vein, there was a similar level of agreement that recordings of their Masterclasses could be a useful tool (M = 3.97, SD = .986).
Nevertheless, evidently the interest in reflection did not extend to formalizing this process; there was low agreement with the suggestion that students should be given Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson academic credit for written reflective accounts of their Masterclass experiences (M = 2.38, SD = 1.01).
Less agreement and greater variability was found in responses relating to whether it should be compulsory for music students to attend Masterclasses (M = 3.57, SD = 1.144). There was particularly low agreement with the statement that suggested students should be obliged to attend Masterclasses even when they were not performing (M = 2.38, SD = 1.089).
Relatively low agreement but the greatest amount of variability was found in relation to the statement concerned with which students might benefit most from Masterclass performance opportunities (M = 2.92, SD = 1.32). Whether or not 'a student must have a secure technique and be musically and personally mature in order to cope with the pressures of a Masterclass' seemed to be a contentious issue amongst these students.
Discussion
This research focussed on the student voice, providing a forum where Conservatoire students might concur with, challenge or contradict established beliefs relating to an accepted part of Conservatoire culture. Ramsden (2003, p. 97) reminds us that high quality teaching involves fostering a 'sense of student control over learning'. In this spirit, this research aimed to articulate the views of twenty-first century Conservatoire students, with a view to contributing to an understanding of how Masterclasses might be developed in such a way as to engage students in relevant, creative and cooperative learning.
Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson
These data suggest that amongst this sample of Conservatoire students traditional discourses relating to Masterclasses (Lalli, 2004) were to some extent reinforced. For example, the students generally considered the principal purpose of Masterclasses to be to offer valuable performance opportunities, to gain fresh ideas on musical interpretation, instrumental technique and performance strategies and to make contact with high-profile professional performers. However, the students raised several issues relating to why participation as an audience member may not always offer the opportunity to learn vicariously, as McCoy (2008) suggested should be the case.
Perhaps the most important of these issues was the suggestion that some students, as non-performers, feel excluded from benefiting from the Masterclass experience.
Clearly there is an equity issue here; all students need to be facilitated to take maximum advantage of the opportunities that are available within a Conservatoire. If, as one student suggested, aims were to be clearly stipulated and repertoire set in advance, audience participants may have more chance to engage in a meaningful way with the Masterclass and to find the class to be relevant for their own performance practice. Furthermore, although the students themselves were sometimes quick to be disparaging about their peers who did not see the relevance of attending Masterclasses, responsibility for enhancing this relevance and for maximizing the potential of Masterclasses to contribute to the musical development of all participants, be they performers or audience, surely lies with the institution itself.
In this vein, it was notable and rather surprising that amongst this sample only 21
Conservatoire students had experience of attending a Masterclass as an audience member. This seems to suggest that Conservatoire leaders need to address the question of whether their curricula should include more Masterclasses so that Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson increased numbers of students may benefit as performers or, alternatively, whether resources should be directed at enhancing the interactive possibilities of Masterclasses and equipping students with skills that will enable them to benefit as audience members.
In addition to practical considerations relating to the performance environment and adequate rehearsal and preparation, students focused on the quality of the 'Master' as being of central importance to successful Masterclasses. Quality, in this case, seemed to be conceptualized as comprising an engaging and communicative personality as well as a high level of expertise, knowledge and insight. Although many students privileged the notion of fresh ideas and new musical insights, some also stipulated that the Masterclass could be a negative experience if the 'Master' gave advice which contradicted that of their one-to-one teacher. Notwithstanding this, others indicated that Masterclasses were dull and unsuccessful when the 'Master' simply reiterated advice or knowledge that they had heard repeatedly from their teachers. Thus the role of the 'Master' could evidently be complex, attempting to strike a delicate balance between, on the one hand, offering new ideas, and on the other, reinforcing the messages that the regular teacher routinely delivered. Again, the responsibility must lie with the Conservatoire itself to prepare students for the Masterclass experience, facilitating the development of receptiveness to new ideas together with skills to reflect upon and critique these new approaches. Although the students were generally less than enthusiastic about the idea of writing reflective accounts, they did indicate an interest in listening to recordings of their Masterclass performances and reflecting on these within the context of their one-to-one lessons. This is possibly a strategy that Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson could provide some continuity, bridging a possible gap between one-to-one lessons and Masterclasses.
A further benefit of Masterclasses was related to the theme of acquiring professionalism. The student responses suggested that they believed Masterclasses had the potential to provide a context where they could work alongside 'top' professionals, participating as a member of the professional musical community in a performance arena. This suggests possibilities for Masterclasses to be formally recognized and developed accordingly, within Conservatoire curricula, as vehicles for facilitating transition into professional communities of practice.
Performance anxiety was a prominent theme, cited as a potential barrier to learning in
Masterclasses. This may relate to the issue of students being overwhelmed by very high-profile artists, so aptly described in accounts of Masterclasses with some iconic figures (Agus, 2001 , Berg, 2008 . Furthermore, students themselves were evidently ambivalent over whether students at various levels of musical and personal maturity would be able to cope with the pressures of a Masterclass. These data would suggest that students, again, need to be prepared for the Masterclass experience, equipped with strategies for coping effectively with performance anxiety and also perhaps matched with appropriate 'Masters' whose advice and level of expertise is accessible and relevant.
There were evident differences, amongst this sample, between students representing different instrument groups. While the sample was too small to be able to draw robust conclusions, the responses suggested that the brass players, who in this Conservatoire Andrea Creech, Helena Gaunt, Sue Hallam, Linnhe Robertson have an established collaborative culture, working with several teachers at a time and having weekly instrument classes together, had perhaps developed their peer learning skills more than other instrumentalists who did not have the same group learning experience. This suggests the need for further research that would address the question of whether there are clear distinctions amongst instrument groups, in terms of the value they attach to Masterclasses, with a view to highlighting opportunities for sharing of best practice.
While this exploratory study was clearly limited by small numbers and underrepresentation of many instruments and musical genres, the findings do point to the need for further research that investigates how Masterclasses may best be organised in such a way that will enhance the learning outcomes for all participating students, including audience and performers. Further research is also needed that will examine the issues that have been touched on in this paper from the perspective of the 'Master'
as well as that of the one-to-one teacher. Masterclasses, in various shapes and formats, continue to occupy a prominent place in Conservatoire curricula. For the benefits of this valuable resource to be truly realized further evidence is needed that will inform practice. Opportunity to learn from professional at top of 'game' 11
Performance opportunity 8
Engaging personality of the teacher 8
Everyone listened and supported one another 5
Learning that experts struggle with the same things as we do 4
Environment -good space for the class 2
Well-organised 2
Relaxed and informal atmosphere 2
Audition technique was covered 2
Opportunity to perform with piano accompaniment 1 No accompanist or lack of rehearsal with accompanist 2 Non-performers may judge that they have more constructive things to be doing.
12
The points raised in the class are not necessarily relevant to the audience.
9
They feel excluded 4 A high-profile 'Master's aura' and reputation can be overwhelming for me when I perform in Masterclasses.
.971
A student must have a secure technique and be musically and personally mature in order to cope with the pressures of a Masterclass.
2.92 1.320
Masterclasses are more beneficial for me when my instrumental or vocal teacher is present as well.
.994
Music students should be given academic credit for writing reflective accounts of Masterclasses they have attended.
2.38 1.01
If I am not selected to perform in a Masterclass I should not be obliged to attend the class.
2.38 1.089
The Master should restrict his/her comments to issues relating to instrument-specific technique, during the Masterclass. 
